will not underestimate the productivity of censorship and blockages: neither did Benjamin, who had read Holder lin and Kant.
Just as Benjamin's loose association with the "Frankfurt School," especially his friendship with Adorno, was part of the formation of his thought and writing, there is no doubt that the collective impact of those texts that are alluded to in the name of "poststructuralism" has contributed to a reorganization of academic discourse and literary criticism in particular in such a way that Benjamin's work, not easily fitting within the common disciplinary boundaries, can now find access and readers more easily. Yet, the easing of the reception might already be the beginning of misreading. Only where the text offers resistance to the currents and currencies of prevailing discourses can it enter into a productive and truly historical constellation with them.
The contributors of this issue were not gathered primarily as what the academic convention calls "Benjamin-experts," but as expert readers who would not be afraid to follow the text, although not in the name of some "approach" or "method," but on that nameless path of the text that leads to the point of resistance.
If we begin with the perhaps hybristic promise of Benjamin's ground, that ground is yet nothing but the silent surface of the text(s) we are going to read.
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Radical thought emerges from the deepest immersion into tradition. It is never a creation ex nihilo, but the effect of a translation and interpretation. The immense potential of the mother tongue requires the specificity of a "father"-text through which it gains its determinacy. Baudelaire and Proust were obviously such texts for Benjamin, but in a more penetrating, although perhaps less obvious way, Holderlin's work participates in the shaping of Benjamin's thought.
In the radical experiment of his Pindar-translations, that subject the syntax of the mother-tongue without compromise to the foreign order of Pindar's Greek rhetoric, Holderlin forged his late style that can be considered most unmistakably his own. ' The work in its most FA 4, . The opposition of height and depth is now replaced by that of the "sacred night" and the "sober orcus." Since night and orcus belong to the same realm, the significant Holderlinian oxymoron of "sacred-sober" is united in one sphere. The sobriety thus invoked, however, refuses to discard the spatial ground that the "higher" sense would like to displace as "mere" metaphor. The spatial order, which is also the order of writing, insists on sobriety, and thus inscribes itself again: "Herrscht finds in the depth of the poem the pure extension of space and of surface. and the profundity of fate shows itself as the movement across this surface. As extension, fate performs the quality of space. The fact that this extension and expansion appear literally as Plan (both "plane" and "plan") testifies to a linguistic effect that is intimately connected with spatial representation: the difference of the visualliteral and the spiritual-metaphorical plane is collapsed onto one surface, into one plain meaning. The plan of fate is plain.
Benjamin takes the poem at its word ("Does your foot not walk on truth, as on carpets") precisely at the point when he does not want to stay on the surface. He reads literally truth as a Lage, something laid out, a carpet, a layer, a "situatedness." Like the Platonic chora, the space that is both shaking and shaken, the truth of the layer (Wahrheit der Lage) is both determining and determined: "The spatial and spiritual order turn out to be connected through the identity of the determining and the determined" (11.1, 114). The identity of the determining and the determined is the conceptual essence of autonomy, the counter-concept to fate, and enigmatically identical with it here in the walking of the poet.
The essential unity of Holderlin's poem is mediated for Benjamin through the spatial conception of Loge which he reads "als ldentitat von Lage and Gelegenem" (I" identity of that which is laying and laid out" I, 11.1, 1 15). Again language produces a double sense: das Gelegene is that which is laid out as a layer. but also the right occasion, opportunity, the red carpet rolled out for him or her who knows how to walk on it. Holderlin's poem is quite literally grounded on this opportune carpet from which the genius can take his confidence: "Was geschiehet, es sei sales gelegen dir!" ("Whatever happens, it must all be opportune to you!"). Every situation an opportunity: in the determined /determining word, fate is sublated through the positing of a will that determines the determining situation as opportunity. The opportunity of the situation is the result of a thetic position, composed as poem and song: "All figures gain identity in the context of the poet's fate in such a way that in it they are sublated in one conception (Anschauung), and as sovereign as they may appear, they finally fall back into the composition Gesetztheit-more literally: composedness] of the poem" ( 1 1 . 1 , 1 13) .
While song ( Gesang is Holderlin's term for poem) points at the musical ground of poetic language, its composedness indicates the notation of writing. The poet is writer and composer. The upright walk has long been the proud figure of autonomous man. of the enlightened free subject. Here, we read it slightly differently. The upright walk here is not our doing, rather we are aufgerichtet and kept on leading-strings. Thinking, the foundation of enlightened autonomy, is not denied but is strangely displaced in the "thinking day" that is only granted to us. Thus the poem enters into a subtle critique of Enlightenment without discarding it. We are mUndig, of age and able to use our mouths to speak, not when we insist on our thinking and manly erection, but when we. like the sovereign figures of the poem, fall back into the composedness of song and language and let its situatedness be opportune to us: the carpet on which we walk.
The Lage is concrete and visible in writing, in the disposition of the letters. To read what is written is Benjamin's task and vocation. He sees in the carpet not only its Lage, but also its texture and pattern:
"seine Musterhaftigkeit, die geistige WillkUr" Wits modelled pattern, the spiritual arbitrariness of the ornament"),11.1. 115). Here, then, rather than in the poets, the gods, or the people. lies freedom as the assertion of the will of the spirit in the form of the ornament. And only insofar as the figures of the poem participate in the ornament. A few years after the Holder lin essay, Benjamin directs his attention specifically and literally to the position of writing. The essay on painting and graphics locates the essential difference as a difference of position: "An image demands to be held vertically before the beholder. A mosaic on the floor lies horizontally at his feet" (11.2, 602). This literally superficial way of looking at things leads precipitously into depth:
We are confronted here with a very deep problem of art and its mythical roots. One could speak of two cuts through the worldsubstance: the longitudinal section of painting and the cross section of certain graphics. The longitudinal section seems to be representative; it somehow contains the things; the cross section is symbolic: it contains the signs. Or perhaps it appears so only to our reading that we put the pages horizontally in front of us: and is there perhaps also a vertical position original to writing, like the inscriptions carved in stone?
In Einbahnsirasse. Benjamin takes the question up again and sketches a history of writing according to its dominant positions ( bild-literally also "written image" or "image of writingl and signification ISinnbestand-"being of meaningl" (Br., 342).
Benjamin refers explicitly to the language theory of the romantic Johann Wilhelm Ritter, "whose tendency it is to establish the written sign as an equally natural and revelatory element . . . as the word has always been for the mystic conception of language ISprachmystikerl: and he does not deduce this from the pictorial, hieroglyphic aspect of writing in the usual sense, but from the assertion that the written image ISchrifibildi is an image of the sound Ides Tones and not immediately of the thing signified" (Br., 342-43).
As "image of the sound" (or of the tone), writing points at the composedness of song as the form of poetry. Holderlin 
